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CHAPTER I
INTRODUCTION
Shibumi, a degree of insight, a level of sensitivity,
is a feeling of refinement within an underlying appearance
of commonplace. It is a statement so correct, it need
not be bold; so poignant, it need not be pretty; so true,
it need not be real.1 My previous work of the recent past
has been based on my concept of Shibumi. These arrangements
were living, changing pieces, created from a personal
environment. The objects became artifacts of an imaginary
world, Each article was interesting by itself, yet joined
with others to create an internal conversation. They
generated a feeling of peace and contemplation.
My work has had a variety of influences. Japanese
packaging and Japanese picture books had a visual impact.
The grids which govern the illustrations from How to Wrap
Five More Eggs and Japanese Brushes created a sense of
organization and unity without being as regimented as the
mathematically-based grids seen in Western art. Another
influence was the Japanese tea ceremony. This ceremony
allowed objects to become symbols for a heightened conscious-
ness. The objects gave insight to a more enlightened spirit.
1Trevanian (pseudonym), (New York, 1979), p. 74.
1
2Statement of the Problem
My work dealt with the life within inanimate objects
and what occurred when one placed apparently unrelated
objects together in an arrangement. The arrangements had
three interrelated elements: the objects, spacial relation-
ships, and materials. While working on my art I attempted
to define my personal criteria of selection by answering
the following questions:
1. What determined the choice of a particular
object and/or its alteration?
2. What determined the spacial or organizational
arrangement of the selected objects?
3. What determined the choice of materials?
4. Did the arrangement come to mind before the
individual objects were chosen, or did the
objects suggest the arrangement?
5. What were my thoughts while arranging the objects?
Methods
I intended to do ten to fifteen arrangements which
incorporated collected items. No object was used in more
than one arrangement. I selected a variety of objects
according to my personal criteria. These items were placed
in arrangements allowing time for the arrangements to evolve.
The evaluation included the addition and subtraction of
objects.
3While working on this group of arrangements, I kept a
personal journal, black and white photographs, and/or
recordings explaining my process of collecting and composing.
Through the methods mentioned my opinion was given on the
aesthetic properties of the individual objects as well as
the finished pieces. I also attempted to explain my reason
for creating this body of work.
Upon the completion of the work I selected no less
than five arrangements which I felt best illustrated the
important aspects of the project to be used for discussion.
Each of the selected works was described according to my
personal records in order to answer the specific questions.
I illustrated my arrangements in 35 mm color slides. Slides
of all the pieces, whether discussed or not, were included
in the written report.
By analyzing these pieces I increased my personal
understanding of the selection and work process.
CHAPTER II
DISCUSSION OF THE WORK
"Contemplation Setting 17"
The theme of the piece was determined before I located
or made the objects that were used in the arrangement.
After working on an earlier arrangement, I was struck by a
feeling of time, eternity, and became intrigued by finding
a way to capture it or allude to its existence, which I
attempted to illustrate in "Contemplation Setting 17."
The first object made for "Contemplation Setting 17"
was a game board. The game board was a drawn copy of a
Japanese game that I used in another arrangement. The
simplicity of the board exemplified a sense of time and
space. When making the game board I chose to leave the
deckelled edge and to not hide the qualities of the paper.
I even used a gray marker instead of black so it would not
overwhelm the whiteness and purity of the paper.
Initially, I had considered using flesh colored clay
coils as time markers or pieces of the eternal game. The
coils could have created the feelings of space and transition
that I sought, but I had used similar coils in an earlier
piece and did not want to repeat the effect.
The second choice was razor blades, which have always
intrigued me because of the cleanliness, gleam, precision
4
5and danger of their edge. Unfortunately, the blades did
not work. They did not have enough visual weight and were
not the appropriate shape. The white clay cylinders that
I decided on had been made by a friend several years ago.
They succeeded in doubling as game pieces and time markers,
but their placement on the game board was not established
until all the other objects were in place. When they were
finally placed within the blocks, after they had first been
placed on the lines, their position alluded to a sense of
space and a lapse of time.
When first considering the arrangement I pictured an
hourglass as a traditional symbol of time. It can also be
viewed as a timepiece for the game. The arrangement was the
hardest item in the arrangement to locate because the
designs of most minute timers were too contemporary.
The arrangement still needed another object. I chose
to make a replica of a Japanese offering, a round loaf
placed on a simple board. I saw a picture of a bread
offering four years ago and I have always remembered it.
There was something compelling about the form. Because of
instinct or the need for a contrast I wanted to include
an element of ritual. The pedestal on which the clay was
placed was chosen because of its clean lines. The rice
paper was placed beneath the clay to add visual rhythm.
I placed the objects on the board. It seemed natural
to place the game on the left side of the board, because I
6am left handed or because we read from left to right.
Visually it worked to place the offering in opposition to it.
I placed it slightly above the center of the plane so the
arrangement would not be stagnant. The hourglass was
placed close to the game as if it were being used to time
the moves. It was placed high on the picture plane to
balance the game and the shrine. But arrangement still
seemed too planned and I decided to include the two brass
bells on the lower right side of the game board. Aestheti-
cally, the arrangement needed them and personally, I enjoyed
them because of their miniature size and gentle sound.
The red oak was chosen for the arrangement because of
its hint of color in a basically monotone arrangement.
The arrangement was necessary for me to complete because
it was the final thought in a series of personal questions
dealing with time. On the other hand, I do not believe
this was one of my most compelling arrangements. Although
it evolved through a series of changes, the objects and
their placement still seemed predetermined and the arrange-
ment lacked a sense of spontaneity.
"Contemplation Setting 18"
"Contemplation Setting 18" underwent a number of changes
before it was completed and because the final product varied
so drastically from my initial idea, I would have to say
the objects determined the final form of the arrangement.
7The original idea came to me while working on
"Contemplation Setting 17." It became apparent that
patterns in alphabets are repeated in patterns of pieces
on a game board. At first I tried to illustrate this by
drawing a Go board and placing small pieces on it to
create the patterns I was imagining. I placed a letter
next to the game with lettering on it next to the game so
one could adequately compare patterns. Visually, the com-
bination did not work, probably because the colors of the
game and the letter were too bland. I first attempted to
change the color of the game board from gray to a dull
red and substituted the letter for a small bag with small
drawings and some words. The drawings were done pre-
viously and seemed more spontaneous than the marks on the
letter. The bag also had more visual weight which worked
better than the rice paper letter.
The literal interpretation of the game board seemed
to overwhelm the other objects in the arrangement, so I
began to consider alternatives. Books came to mind as
containing patterns of language. I tried substituting a
book for the game, and my book of tea room stories seemed
to set the appropriate mood and was the right size. However,
it appeared too apparent when it was placed in the arrange-
ment and I chose to wrap it, attempting to maintain the
mood of the book by the means in which it was wrapped.
8Once I had realized this point, I decided to include
small bundles of incense that I had made previously, but
did not have in mind for a specific piece. They seemed
to fit visually and intellectually and were wrapped like
the book. The drawings had been done on a wrapper as well.
The arrangement still seemed incomplete. I considered
using a vessel of some kind as another form of wrapper.
It also would provide vertical relief in a horizontal
arrangement. I tried a variety of tea bowls and rice bowls.
The rice bowl I decided to use seemed to be the appropriate
size and shape, but when it was upright, it seemed too white
in a subtle arrangement. In an attempt to cut the bright-
ness, I filled it with black beans. This only reiterated
the circular form of the bowl and directed more attention
to the bowl. Still dissatisfied, I set the arrangement
aside while I worked on another arrangement. When I came
back to the piece it seemed logical to turn the bowl
upside down, because everything else seemed to be restrained
from fulfilling its usefulness. The inversion also exposed
the writing and drawing on the side of the bowl which
referred to the patterns in the language.
The piece consisted of constant comparisons among the
various elements involved, and not one object contained
the major thrust of the concept being discussed. The
objects were placed to create a visual flow rather than a
left to right sequence. I used a modified figure eight
9with the tan rice paper covering of the book visually
bleeding over to the rice paper on the bundles. The
bundles were not placed together so as to draw the eye
diagonally down to the left. I also viewed these bundles
as three-dimensional drawn marks. The thin black lines
created by the incense related to the drawn marks on the
bag, and the patterns created by the drawings were to
carry the eye up to the marks on the bowl. The rust band
on the bowl was to direct the eye back to the portion of
exposed red at either end of the package.
The light walnut board was chosen to go with the
initial idea, which included the game and letter. The
arrangement was like working on a stretched canvas which
evolved. One does not change stretchers when the original
marks do not achieve the desired effects, but one continues
to work within the confines of that given space to express
himself.
I feel the arrangement was a successful piece even
though it did not completely express the original idea.
It did convey part of that idea, patterns of language, as
well as the idea of being restrained by being bound or
kept from fulfilling an intended usefulness. There was
good visual flow and individual integrity in the objects
involved.
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"Contemplation Setting 19"
"Contemplation Setting 19" was very spontaneous and
developed as a comparison of shapes. The objects definitely
determined the arrangement.
I was unable to work on another piece for lack of
certain objects I needed. As a result, I started altering
objects for no specific purpose. Once an object was
altered or created I set it aside to use at a later date
when I had developed some objectivity and need for it. I
was experimenting with the gray slab when I placed it on
the orange blotter paper to set aside. I immediately
responded to the image that was made. It had echoes of
Mondrian, but the illusion was not enough to stimulate me
to immediately keep working with the image.
Next to the area in which I was working was the set
I used when taking photographs. For lack of work space, I
placed the slab in my photography set. The bowl and
chopsticks had been in the set for a week, with the'chop-
sticks placed on top of the bowl for two reasons. Chopsticks
placed in this position signified one was finished with the
bowl, and when viewed from the top it looked like the
mathematical symbol for an empty set. I increasingly
enjoyed the accidental relationship that was set up between
the slab on paper and the chopsticks on the rim of the bowl.
A relationship was created between the two pairs because of
their simplistic forms and rich colors.
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Within a short time, I began to notice similarities
between a shaving brush and a tea wisk. While studying
these similarities and trying to think of an appropriate
setting for them, I noticed how close the color of the
shaving brush handle, the blotter paper, and the chopsticks
were to each other.
That final observation triggered a series of thoughts
that had only casually been going through my mind.
Mondrian's paintings were formal studies of the reduction
of objects. The arrangement seemed to be a three-dimen-
sional manifestation of and a tribute to those ideas.
With the idea well in mind, it seemed very natural to allow
the arrangement to happen.
The blotter paper with the slab were the first objects
placed in the arrangement. They were placed in the same
position in which they were originally organized. There
did not seem to be a reason to change it. The bowl and
chopsticks were the next objects to be placed. I tem-
porarily placed the bowl on the paper in the upper right
corner, while the tea wisk and shaving brush were placed
in the lower right quadrant of the paper to balance the
square and the bowl. I wanted to stand the two to best
illustrate their similarities and to complement the vertical
of the bowl. But too much of their shape was obscured
when viewed from this angle. Laying the brush and wisk
side by side accomplished the desired effect. The only
12
problem was the composition, which was too contained within
the realm of the paper and lacked concern of the total board,
to rectify the problem I slightly adjusted the objects.
The paper was moved about an inch to the left to provide
a progression of rectalinear shapes: from the board, to
the paper, to the square. I then broke the severe edge
of the paper by moving the bowl to the right. Considering
my study of mathematic sets and the way they can overlap,
it seemed right for the empty set symbol to be the object
overlapping two planes. I moved the brush and wisk to the
right only to balance the composition.
I set the arrangement aside for a few days. But when
I came back to it, the ends of the blotter paper bothered
me. They were perforated to fit on an offset press. I
was so involved with the spontaneity of the piece that I
had not considered the edges. I knew I needed a white
border to maintain that strong edge. I tried to imagine
the edge deckelled, but it did not seem to agree with the
precision of the arrangement. I kept as much of the white
border as possible but eliminated the perforated edges
with a utility knife.
Once again size was the main consideration for select-
ing the board. Also, once it was placed with the objects,
its lightness added gaiety which correlated with the way
this piece was made.
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I believe the piece was very successful because I
felt sensitive to the objects and their relationships. It
visually worked well, and it conveyed thoughts on Mondrian,
shape, and symbols.
"Contemplation Setting 22"
The concept for the arrangement came before locating
the objects. The idea came in a moment of insight inspired
by a dream that was like viewing a visual truth and I
wanted to capture a portion of that feeling.
Some of the shapes I saw in the dream were large white
ovals. To represent the envisioned shape I chose egg shells,
which had s subtle texture, shape, and fragility that I
did not feel could be reporduced. I wanted the egg to be
synonymous with truth, and I felt it should be viewed alone
in a bare vastness--a miniature landscape.
I had difficulty imagining something to contain the
landscape; I wanted something with a low, unobtrusive edge.
At first I looked for some kind of pan but none was quite
right. It finally dawned on me to use a picture frame
because it was low and simple in design. I purchased two
sizes, one in brown and the larger in black. I felt the
latter increased the sense of space. Although I initially
wanted to use sand as the land in the arrangement to create
the sensation of a desert, I used black beans because I
had them readily available. I planned to substitute sand
for the beans once I had worked out the arrangement. But
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once the beans were in place, their texture and shape seemed
to relate so well with the egg shells that I left them.
I placed one of the eggs separate from the group to create
a sense of distance and isolation.
I decided to place the landscape on the left side of
the board because I felt the cluster of eggs should be
closer to the center of the picture plane. This position
drew attention to their importance and intensified the
feeling of separation and distance to the other egg.
Once the landscape was in place, I became concerned
with what other objects might personify subconscious insight.
The bound chopsticks and knife photograph, which are reoc-
curring images for me, came to mind almost immediately.
I tried placing these articles in various positions on the
right side of the board, but the space on the right of the
landscape was still too open. I tried placing a glass
beaker in the arrangement as a counterpart to the eggs,
but somehow it did not provide a compelling comparison.
I thought if the beaker were broken as were the eggs, it
might relate better than in one piece. But once the beaker
was broken, its form was lost and the glass fragments did
not visually agree with other objects. I then thought about
a series of my photographs that dealt with the children's
game "Paper, Scissors, Rocks." Although I had never
printed any of the photographs, the concept still interested
me, and I decided somehow the game related with the piece.
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The chopsticks visually compared with a pair of scissors
and the photograph with a piece of paper. The color and
organic shape of the rocks were aesthetically pleasing.
The placement of the small objects--the chopsticks, photo-
graph, and rocks, was based on aesthetic appeal.
The walnut board was selected because it was the widest
board I had available, and I needed the width to contain
the framed landscape.
I believe the piece was one of the more successful
pieces in this group of arrangements. It successfully
expressed my personal concepts of subconscious insight and
visual truth. I believe it is a compelling image, as well,
because of my concern for and the strength of the individual
objects.
"Contemplation Setting 23"
After completing "Contemplation Setting 22" I still
had the desire to do a similar arrangement using sand and
dealing with the feeling of desolation that is inherent in
the material. The idea for this piece was incomplete, and,
as a result, most of the arrangement was influenced by the
objects.
Stonehenge evoked themes which recurred in my work:
mystery, ritual, and instinctual understanding. The
structure symbolized my view of truth as separate and
above reality. Keeping this view in mind, I started work-
ing on the landscape. I first placed natural colored sand
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in a dark wood frame with broken flat noodles standing in
the sand. The noodles were to be miniature monoliths and
allude to a shrine. Unfortunately, once these items were
in place they did not visually work well together. The
color of the frame was overbearing, and there was not
enough contrast between the pasta and the sand. I tried
changing both the color of the frame and the sand's color
to gray. It worked much better having the frame and sand
the same color. The frame became less intense.
I had intended to use longer pasta pieces to increase
the sense of a shrine, but the frame was a smaller frame than
the one used in "Contemplation Setting 22," and it was
physically impossible to create the space I wanted so I
broke the pasta to scale it down to the smaller frame.
However, while playing with the arrangement I realized that
smaller pieces in either horizontal or vertical positions
created interesting I-Ching-like patterns. Once I organ-
ized the noodles in readable patterns as seen in I-Ching,
I placed the tray on the right of the board. It was
beginning to feel a bit too easy placing the large plane
on the left as I had in "Contemplation Setting 17" and
"22."
When the tray was in place I noticed that the gray
mass and regimentation of the noodles conveyed the sense of
a military base and associated this feeling with several
small house forms I had made out of blotter paper. The
17
houses had been made on instinct and as a response to
similar forms I had used several years ago. The colors
for three houses had been selected at random, but the final
two were picked because their colors were aesthetically
agreeable with the gray plane and the color of the wood.
I felt a diagram of some kind would increase the feeling
of cold regimentation and objectivity I was beginning to
associate with the arrangement. While looking for the
diagram, I stumbled across the picture of the two flies,
which seemed to relate to it. Each fly placed within its
own small square seemed to agree with the squareness of
the houses. The photograph was placed next to the houses
to make their association clear. The houses were placed
on the exterior of the picture plane to provide a balanced
composition.
The feather and knife were added as a contrast: the
knife's harsh utilitarian quality playing off the softness
of the feather. Their placement created a third conversa-
tional group. The other two groups were the landscape and
the house/fly combination. Each object related with one
another, but the smaller groups supplied a secondary level
of comparisons and considerations.
The maple was selected for the piece because its color
contrasted and enhanced the gray landscape, and the size
of the board seemed to visually support the size of the
frame.
I feel the piece worked intellectually because the
interaction of the individual objects and conversational
groups presented interesting comparisons of shape and
content. The piece was aesthetically balanced and demon-
strated good use of color and shape. I also believe it
remained an open enough statement to allow for individual
reaction.
"Contemplation Setting 25"
The direction of contemplation settings "17," "18,"
and "22" through "24" was predetermined. Though I felt
this method worked with settings "18," "22," and "23," I
felt the other arrangements were forced. I had not reacted
naturally to the objects and, as a consequence was analyzing
the life out of the arrangements. With this concern in mind,
I started to work on the piece. During the first half of
the arranging, I tried to work on an instinctual level, to
regain a natural response to the objects and their relation-
ship with one another.
My starting point was a very straightforward comparison
of shapes. I set a sheet of seaweed on the left, and to
the right of this I placed a piece of paper. In the lower
right side of the seaweed I placed the scissors and in the
upper left the shell. On the paper in place of the scissors
I set four plant stakes, and to compare with the shell I
put a small black rock.
19
I then began to consciously respond to the objects
and work with their characteristics, texture, color, and
shape. I reversed the paper and seaweed, which provided
a better effect but was still too stagnant. The objects
did not have enough variety to create interesting compari-
sons so I substituted a scratch-awl for one of the stakes.
The arrangement still needed another object that visually
agreed with the items already in place, but it needed to
be a subtle comparison. To make room for the other object,
I adjusted the planes and moved the rock below the shell,
which opened the left side of the paper. I did not feel
the space should be disturbed, but because some color was
needed, I tried a variety of strings and decided on a
small green trotline. After living with the placement
awhile I was still dissatisfied. I again reversed the planes
and the objects on them, changing boards, and switching the
string and the rock/shell combination. Nothing worked
except the last step. The paper provided more space than
the seaweed, and the objects closed off that edge of the
picture plane. I removed the string and tried using ball
bearings to balance the shell and rock. I do not know why
I selected the ball bearings; perhaps it was because I
have always liked the metallic surface and shape of ball
bearings. The actual number used and individual placement
was at random.
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The two planes were placed slightly to the left of the
picture plane to create a more interesting series of shapes,
both positive and negative. The pointed objects were placed
at the bottom of their planes so they would present less
emotional danger. The placement of the stakes and scissors
was arbitrary. The scratch-awl was tried in a variety of
places, but it required an interior position because of its
size. The shell was placed above the rock because its
coloration and height counterpoised the scratch-awl.
"Contemplation Setting 25" allowed me to get in touch
with my natural reactions to the objects and to demonstrate
a more instinctual method of working than the approach used
in "Contemplation Setting 22" and "23." I believe this
piece worked visually because of the strength and individual-
ity of the objects involved.
CHAPTER III
SUMMARY
After finishing these pieces and analyzing my thoughts,
I now realize I have two methods of working. The arrange-
ment can come to mind before the individual objects are
chosen or the objects can suggest the arrangement. I
either work from idea to objects to arrangement, or I
progress from objects to idea to arrangement. It may not
sound as if there is a significant difference between the
two, but the latter is more spontaneous, and requires
greater sensitivity toward the objects than does the former.
The choice of particular objects depends on the system
of construction. In the idea-object method, objects and
altered objects are chosen to convey predetermined thoughts.
The object-idea method requires a more instinctive concern
for the object and the arbitrary relationship it has with
the other objects.
The choice of materials is determined by the objects
used in an arrangement with two exceptions; the wood and
the altered object. The board is the first element to be
selected in the object-idea method and one of the first in
the idea-object approach. In the former method it affected
the selection and color of objects, as illustrated in
21
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"Contemplation Setting 18," while in the latter system
the board was commonly chosen because of its size as in
"Contemplation Setting 22" or, occasionally, because of
its color (i.e., "Contemplation Setting 17"). The materials
chosen to use when altering objects is determined by the
desired result, size, and availability.
Major concerns I have when organizing the arrangement
are the shapes of the individual objects and the negative
shapes they create when placed on the board. I also try
to create a relationship between individual objects and
groups of objects as seen in "Contemplation Setting 23."
My thoughts while arranging the objects vary from
one contemplation setting to the next. I try to convey
individual concerns or answer personal questions in the
idea-object approach. While the object-idea method allows
me to enjoy a more intuitive result.
I believe there is value in both idea-object and
object-idea methods; the first method allows me to have a
more personal involvement, to capture moments of thought.
In the second approach I present the objects without forcing
a judgment on them. I believe both methods are necessary
for me because working in either one for too long becomes
formulated. The idea-object method as in contemplation
settings "17" and "22" can become too analytical and lead
to the loss of awareness of the objects. On the other hand,
23
the object-idea method as seen in contemplation settings
"19" and "25" can become over simplified and too automatic.
Contemplation settings "18" and "27" combined the two
techniques. It is necessary to always keep the objects,
the space, and the idea equally weighted.
APPENDIX
Slide Description
Figure
1. "Contemplation Setting 17"
L27" x W13-1/2" x H5-1/4"
2. "Contemplation Setting 18"
L24" x W12" x H4-1/2"
3. "Contemplation Setting 19"
L26-1/4" x W13-3/4" x H5-1/4"
4. "Contemplation Setting 20"
L22-3/4" x Wll-1/4" x H3-7/8"
5. "Contemplation Setting 21"
L22" x Wll" x H4"
6. "Contemplation Setting 22"
L30" x W15" x H4-1/4"
7. "Contemplation Setting 23"
L27-1/2" x W13-1/2" x H4-1/4"
8. "Contemplation Setting 24"
L26" x W13-1/2" x H9-3/4"
9. "Contemplation Setting 25"
L23-1/2" x Wll-1/4" x H3-1/2"
10. "Contemplation Setting 26"
L23-1/2" x W13-1/2" x H3-1/4"
24
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(Appendix continued)
11. "Contemplation Setting 27"
L27-3/4" x W13-7/8" x H4"
12. "Contemplation Setting 28"
L26-1/2" x W14-1/2" x H4-l/4"
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